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From “The Letters of Beethoven.” 


BEETHOVEN GOING FOR A WALK 
A posthumous drawing by Johann Peter Lyser (1833) 





Some Music Reviews 
a Hubert Doris 








Whoever and wherever Louis Gordon is, I hope 

he's having a happy New Year. Thanks to him, 
1961 went out and 1962 came in with a little more than 
the usual dull thuds. Mr. Gordon has actually done 
what this department has been saying ought to be done 
for years: he has written a series of short pieces in 
various jazz styles that actually work! They are not 
the usual embarrassing chain of ineptitudes that parade 
under the names of"Blue Midnight onthe Bayou," "Mr. 
Boogie-Woogie" or "the Sandman Stomp." They really 
are what they say they are, but they're simple to play, 
they're short, and they present true pictures of the 
styles they're intended to represent. Mr. Gordon 
ought to do many more of these pieces, and if he's as 
good a musician as he appears to be from this set, he 
ought to turn his hand to other much abused idioms, 
like the "folk," the "western" and the purely abstract 
contemporary. "Junior Jazz" is mostly highly recom- 
mended to your attention. 


George Fiala is with us again this quarter, and if 
I hadany kudos left, I'd give some to him. His '"Prel- 
ude" and "Miniature Suite" are really very nice. They 
show an aspect of contemporary style that many teach- 
ers are unaware exists. A progression of unrealted 
dissonant chords, or the manipulation of a not very 
well conceived tone row are often passed off to chil- 
dren as being the last word in modernity, and if they 
happen to find the music unpleasant, well, chances are 
teacher does too, and thinks all modern music is and 
should be like that, andifit isn't thenits "old-fashioned, 
but I like it." Mr. Fiala's pieces are composed of two 
lines, primarily, with an occasional third line to en- 
rich thetexture. Each line has arhythmic and melodic 
life of its own, for the most part, and the consonances 
and dissonances that the lines form as they progress 
are what give the pieces their interest. The technique 
is as old as polyphony. But what makes these pieces 
contemporary is the freedom with which tones unre- 
lated to a given major or minor tonality are used. 
Pan-diatonicism is a fancy word that sort of describes 
Mr. Fiala's procedure. But that word is so closely 
linked to Stravinsky, and Mr. Fiala's work is so un- 
Straviusky that I hesitate to use it. The presence of a 
tonal center is strong enough to absorb the chromati- 
cism that provides the interest. You really should 
look at these pieces. For all the words you've read 
describing them, they are very simple and pleasant, 
and would provide a genuinely satisfactory introduc- 
tionto a contemporary style that perhaps isn't as spec- 





tacular, and doesn't attract attention as muchas some 
but that is, I think, truly lasting and gratifying. 


Christmas won't be coming again for quite a time 


but while it's fresh in your mind, maybe you'd bette 
look at Timothy Baxter's "The Nativity."" These fiy 
pieces, all with an unmistakable Englishness abou 
them, are very agreeable, and are done without arch- 
ness or pretension, and though they're not overly in- 
ventive, and their proportions are something at vari- 
ance with their content, still, they are a good cy 
above clumsy carol concoctions and anemic anthen 
arrangements. Keep them for Christmas '62. 


If you can stand the title and the poetry (I couldn‘ 


there's a set of 24 short pieces that ought to be prett, 
good for someone a little above the rank beginne 
stage. They're called (Brace yourself!) "Billa, Beel:, 
and Jocksey-Ju,"" music by Lois Phillips, and poetry’ 
by Diana Bazalgette. Remember that name; you'l 
never hear it again. 


Alec Wilder's "Twelve Mosaics" are in his fami- 


liar, half-way lush style. They are all very pleasant 
listening, and each one presents a different playing 
problem without harping on it, or explaining it with? 
copious notes to the teacher that he or she could d 
very well without. 


On the other hand, notes properly conceived an 


presented can, if the right person's handling them, be 
both useful and entertaining. Ruth De Cesare's ''Pian 
Games" are a case in point. There are twenty-six 
short pieces, each one illustrating a musical ae 
dure or trick. The notes actually are pretty cute, and 
what's more important, the music is very good with- 
out thetricks. It seems inevitable that perfectly legi- 
timate musical practices be presented as if they were 
so many games. Maybe that's a good idea, and maybe 
it isn't, but at least if the games are well presented 
as they are in this case, one can stand the "Look, Ma,, 
I'm a canon" approach. 


Continued on page 32 
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Recommended Music 


October. November, December, 1961 


Editor's Note; Our Board of six musicians have tried to include among the accepted 
works all those that demonstrated creative ability regardless of how small, or in what 
idiom, conservative, mildly venturesome, or fiercely so. They rejected those that showed 
stylistic inconsistencies, that were trite and commonplace, that simply followed mechani- 
cal patterns and showed no signs of release or merely illustrated a pedagogical dogma. 
They readily admit to sharp differences of opinion on all these points. 


EASY 
King Midas. Sherman STORR Brodt 40 
Child's play; nine little pieces. Mantle CHILDE Mills 85 
Balloons for sale. Harold BOGIN Leeds 50 
Dodo dance. Harold BOGIN Leeds . 50 
Funny frog. Wilo Mae GODDARD Schirmer .35 
Lullaby for a cherub. Sherman STORR Brodt .40 
INTERMEDIATE 
Miniature suite. George FIALA BMI-Can_.75 
Listen to the rain. Mary Ruth JESSE Schirmer .35 
Prelude. George FIALA BMI-Can_ .40 
Scarecrow shuffle. Sherman STORR Brodt . 40 
The Nativity; five pieces. Timothy BAXTER Novello 1.00 
Twelve mosaics. Alec WILDER Presser 1.25 
Junior Jazz. Louis GORDON Marks . 85 
Piano games. Ruth De Cesare Marks 1.50 
Billa, Beela and Jocksey-Ju. Lois PHILLIPS Augener 1.75 
SDDS DDD 


Thematics of several of the above piano titles are generously furnished 
by the publishers. They may be found beginning on page 7. 





- New Editions 


BACH, John Sebastian 
Neues Bachheft. Selected by Erich Doflein. 
Burenreiter, Kassel, Germany ca. $1.00 
Five shorter and little known pieces of medium 
difficulty. Practically un-edited. 
BALBASTRE, Claude 
Noel with Variations. Edited by John F. Ohl 
Summy-Birchard. Evanston, IIl. . 50 
A good piece to study prior to Mozart's or Haydn's 
easier variation sets. 
DEBUSSY, Claude 
Clair de lune. Century, New York ca. .90 
Folk Tunes, Hymn Tunes and Carols. Simply arranged 
for beginners by John Brydson. 
Mills Music, New York ato 
GRIEG, Edward 
Piano Album. Selected and edited by Joan Last. 
Augener, London. Galaxy, New York 1.50 
The usual compilation of better and less known 
short pieces. Well edited. 
Kingly Classics. Edited by Maisie Aldridge and Honor 
Phillips. Grade V. 
Elkin, London. Galaxy, New York 1.25 
See PQ, Winter 1959-60, for comments. 
MacDOWELL, Edward 
Hungarian. Etude, Op. 39, no. 12 
Shadow Dance. Etude, Op. 39, No. 8 
Century, New York ca. .50 
MOZART, Wolfgang Amadeus 
Easy Piano Pieces. Book 1. Edited by Erich Doflein. 
Burenreiter, Kassel, Germany ca 1.00 
Fine edition of the well-known pieces by the 6 to 8 
year old Mozart. 


SCARLATTI, Domenico 
A Second Collection of Rare and Unpublished Key- 
board Sonatas. Critically edited by Robert Ch. Lee 
(Privately published: Univ. of Wash. Bookstore, 
Seattle, Wash. 4.50 
Of Some historical interest. 


TURK, Daniel Gottlob 
Kleine Handstticke fir angehende Klavierspieler. 
(Little hand-pieces for future pianists). Edited by 
Cornelia Auerbach. 
Nagel, Kassel. BYurenreiter, Kassel & New York 

ca 1.50 
A reprint of the "Nagel Musik Archiv" edition, but 

in a very attractive new format. For discussion of 
these pieces, see PQ Spring, 1960. 


Car 
A Student Meets the Composer. 


by Sam Raphling. 
Amsco, New York i. 


Compiled and edited 


We have recently received four compilations (''Ev- 
erybody's Favorites,'"' "World's Favorites," "Music 
for Millions"), amazingly alike in format, price, sales 
slogans and--contents. 

It is refreshing to note that instead oi weird ar- 
rangements we now have "original piano pieces" and 
that composers like Gounod, Sinding and Mrs. H. H. 
A. Beach, who used to figure as "moderns" in similar 
albums, have been replaced by Bartok, Kabalevsky or 
Stravinsky. 

Of the four publications received, the above, "A 
Student Meets the Composer," compiled and edited by 
Sam Raphling is the most attractive and his editing is 
most careful, if uneven. 


Note: The following titles are listed for the informa- 
tion of our readers No evaluation of them has been. 
made. 


« Advanced 


Arnold COOKE. Scherzo. Novello, 1.50 

Jack HAWES. Burlesque & Pastorale. Novello, 1.00 

Arthur MILNER. Hobgoblin; for piano or harpsichord. 
Novello (H. W. Gray, agent), 1.00 

Robert MUCZYNSKI. Six preludes, op. 6. G. Schir- 


mer, 1.25 
Serge PROKOFIEFF. Sarcasms, op. 17; 5 pieces for 
piano. Leeds, 1.25 


Serge PROKOFIEFF. Visions fugitives, op. 22; 20 
pieces for piano. Leeds, 1.50 

Alexandre TANSMAN. Visit to Israel; suite for piano. 
Marks, 1.50 


. Four Hands 

Leonard BERNSTEIN. West side story--Tonight; for 
one piano, four hands; arr. by Ferrante and Teicher. 
G. Schirmer and Chappll & Co. 1.00 

BRAHMS and DVORAK for two; sel. and ed. by Oswald 
Jonas. Summy-Birchard, 1.50 

John CARMICHAEL. Tourbillon; valse brillante; for 
two pianos. Augener (Galaxy, agent), 1.75 

Edward GERMAN. Morris dance; piano duet. Novello 
(H. W. Gray, agent), 1.25 

Mervyn HORDER. Punchinello dance; four hands. C. 
Fischer, 60 cents 

Dimitri KABALEWSKI. Variations in D; 12 easy vari- 
ations on a nursery theme. Arr. for piano duet by T 
A. Johnsen. Edition Peters no. 4707c. 

Hazel MARTIN. Tango moderne; duet for one piano. 
Mills, 75 cents 


Frank NEWMAN. A frolic (based on the traditional 





tune--"The Lincolnshire Poacher"); two pianos. Auge- , 


ner (Galaxy, agent), 2.00 

SCHUBERT: Ballet music from "Rosamunde"; 
for two pianos. eight hands, by Joan Last. 
(Galaxy, agent), 1.25 

Klaus WOLTERS. Erstes spiel zu vier h¥nden (first 


arr. 
Augener 


piano duets); old folk songs in very easy piano duet 
arrangements. Burenreiter 3508 (Ricordi, agent) ' 
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« Pedagogy Albums 


Walter ROEHR and Willi HILLEMANN. Das erste 
klavierbuch. 3 vols. Edition Nagel 804, 805, 806 
Nagels Verlag Kassel. 

John C. BRYDSON. Phrasing; graded exercises with 
study notes. (Novello's music primers, no. 144.) 
Novello (H.W. Gray, agent) 90 cents 

Marilyn K. DAVIS. Adult activities at the keyboard; 
first level. Bourne, 1.25 

Arthur HOLLANDER. Two keys to the keyboard; a 
beginning piano method for the adult or teen-ager. 
Part 2. Sam Fox, 2.00 

Marvin KAHN. Strictly popular; standard melodies 
and improvisations; special arrangements in profes- 
sional style for the intermediate grade pianist. Mills, 
1.50 

Howard KASSCHAU, comp. anded. 106 Greatest Pi- 
ano studies; etudes, drills and exercises in progres- 
sive order for the development of tone and technic. 2 
volumes. 1.25 each. G. Schirmer 

John PAUL and Richard WERDER. Werder-Paul Pi- 
ano course. Instruction book 5. McLaughlin&Reilly, 
1.50 

COD 


“BESTS” 


Below are the yearly "bests" for the four-year 
period 1957-1961. At the end of each year the entire 
collection of 'Recommended Piano Music" is once 
again evaluated by our Board of musicians and about 
ten to twelve titles are chosen as "best of the year" in 
the Spring issue. The 1961 "bests" will be announced 
in the next issue. 


EASY 


HANSI ALT. My new car, Century; Ping-Pong, Com- 
posers Press; Spooks, Century 

STANLEY R. AVERY. Hop Scotch, JF 

MICHAEL BRODSKY. Happy little men. Century 

CAROLYN BULL. The piccolo and the bassoon. CF 

HELEN INGLE EZELL. Square dance. Belwin 

GEORGE FIALA. Lullaby. BMI, Canada 

WALTER FINLAYSON. Sketches for piano. Marks 

ELIZABETH GEST. Sundown. JF 

ELLIOT GRIFFIS. For a broken doll. Composers 

ARTHUR HOLLANDER, arr. Chippewa melodies. 
Summy-Birchard 

LOIS MARSHALL. Mill wheel. Summy-Birchard 

GEORGE FREDERICK McKAY. Folk song stories. 
Boosey & Hawkes 

HARRISON T. MESEROLE. Four forest friends: 
Paul, the Pokey Porcupine; Wallace, the Waddling 
Woodchuck; Charles, the Chesty Chipmunk; Robert, 
the Ramblin' Rabbit. JF 


LILLIAN MILLER. Funny Bunny. Mills 


STEPHEN PARK. Trees. Elkan-Vogel 

ELIZABETH ROGERS. Surprises. Summy-Birchard 

EVERETT STEVENS. Set of 3. Presser 

HALSEY STEVENS. Five little five finger pieces; 
Music for Ann. Helos Music 

SCOTT WATSON. Highland echo, JF; Mountain air, 
Presser; Tip toe reel. Presser 

SAMUEL WILSON. Ellie, the Elephant. S&G 


INTERMEDIATE 

DENES AGAY. Nine easy miniatures. Sam Fox 

ERNST BACON. Sassafras. Lawson-Gould 

LOUIS CALABRO. Piano sonatine No.2. Elkan-Vogel 

YANNIS CONSTANTINIDIS. Greek miniatures. 3 vols. 
Rongwen 

INGOLF DAHL. Alla marcia allegro (3 pieces sepa- 
rately). Presser 

ANTHONY DONATO. Rock crusher. JF 

HERBERT ELWELL. Plain. Presser 

EARL GEORGE. Echo song; Kangaroos!; Playing 
jacks. Oxford 

ALEXANDER GRETCHANINOFF. Suite miniature, 

CECILY LAMBERT. Slow dance with gong. Summy 

OTTO LUENING. Gay picture. Merion 

MARJORIE MacKOWN. The queen's minuet. CF 

GEORGE FREDERICK McKAY. Dance pastorale (ron- 
dino), Presser; My wish for your happiness, JF 

DARIUS MILHAUD. Joys of life. Mills 

MARGARITE S. MILNES. Alpine summer. Century 

DOUGLAS MOORE. Prelude. Presser 

JOAQUIN NIN-CULMELL. Tonadas. 3 vols. (Also 
advanced). Rongwen 

HENRI NOEL. 3 easy pieces in black and white. GS 

PAUL NORDOFF. Appalachian dance. Presser 

ROBERT PALMER. Evening music. Presser 

QUINCY PORTER. Day dreams. Presser 

ALICE RICHMAN. Water lilies. JF 

ALEC ROWLEY. Spring is dancing. JF 

EVERETT STEVENS. Six modal miniatures. Ditson 

DAVID STONE. 12 impressions. Novello 

SOULIMA STRAVINSKY. Piano music for children. 
2 vols. Peters 

DIRECTORY OF PUBLISHERS 

WHOSE MUSIC IS SHOWN ON PAGES 7 to 15 

Augener, Ltd. (see Galaxy) 

BMI-Canada (see BMI) 

Broadcast Music, Inc., 589 Fifth Ave., New York, N. Y. 

Brodt Music Co., 4409 N. Independence Blvd., Char- 
lotte 5, N.C. 

Galaxy Music Corp., 2121 Broadway, New York, N.Y. 

The H. W. Gray Co., 159 E.48St., New York, N.Y. 

Leeds Music Corp., 322 W. 48 St., New York, N.Y. 

Edward B. Marks Music Corp.; 136 W. 52 St., 
New York 19, N. Y. 

Mills Music Co., 1619 Broadway, New York 19, N. Y. 

Novello, Ltd. (see The H. W. Gray Co.) 

Theodore Presser Co., Bryn Mawr, Pa. 

G. Schirmer, Inc., 609 Fifth Ave., New York, N.Y. 
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Choice Piano Teaching Pieces 


EASY 


E. STEVENS 


E. ROGERS 


McKAY 
PHILLIPS 
BEISSERT 

EMERY 

BUCCI 
GRAHAM 


BACON 


KABALEVSKY 
PERSICHETTI 
H. STEVENS 


McKOWN 
STARER 
SEIGMEISTER 








Shenandoah Valley Tune --Theodore Presser Co. .40 
White Heather --Oliver Ditson Co. .40 
Tunes in Folk Style --Oliver Ditson Co. 


Two Winter Pieces --Century Music Corp. 
Rain on the Roof --Century Music Corp. 


Hi-way Scene --Theodore Presser Co. .40 

Little Song --Elkan-Vogel Co. . 40 

Puppet Parade --G. Schirmer, Inc. .40 

Harvest Dance --G. Schirmer, Inc. .40 

Puppy is Lost --Century Music Corp. 

The Bear and the Beehives --Elkan-Vogel Co. .40 


INTERMEDIATE 


The Hootnanny (four hands)--Chappell & Co. $2.00 

"Cripple Creek" from The Hootnanny Chappell & Co. 75 cents 
"Leather Britches" from The Hootnanny Chappell & Co. 75 cents 
Maple Sugaring --Lawson-Gould Music Co. 80 cents 


Five Sets of Variations --Leeds Music Corp. $1. 50 
Parades --Elkan-Vogel Co. . 75 
Lyric Piece --Theodore Presser Co. 40 cents 


Lake at Night--Carl Fischer, Inc. .40 : 


Bugie, Drum and Fife--Theodore Presser Co. 40 cents 
Children’s Day---Leeds Music Corp. $1.25 


(ADVERTISEMENT) 


























i MINIATURE SUITE 

















GEORGE FIALA 
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THE NATIVITY 
Five pieces for piano ' 
Timothy Baxter 


2 MARY GOES TO SEE HER 


1 THE ANGEL VISITS MARY 
COUSIN, ELIZABETH 


TIMOTHY BAXTER 
Andante 4: 92 
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4 THE THREE WISE MEN 
FROM THE EAST 


Allamarcia J+ 80 


3 THE BIRTH OF JESUS 
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TWELVE MOSAICS 


2. Merrythought 
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Alec Wilder 


3. Chromatic Waltz 
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5. Pattern in Color 
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JUNIOR JAZZ 


TWO HAND JUMP 


A good jazz pianist has to develop both hands equally. Use your wrist 
for the repeated chords. Use the pedal sparingly. Jazz requires a clear sound. 


By 
Brightly (Allegro LOUIS GORDON 
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QUIET HOUR 


Sometimes a jazz tune is soft and slow. The piano sings. There is a 
feeling of four-to-the-bar. The tempo is marked 4 


By 
LOUIS GORDON 


Andante (but with a steady beat 
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by Louis Gordon 


CLOUDY NIGHT 


Ao example of a quiet melody in the minor mode. 
Slowly 
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WEST COASTY 
The Los Angeles area is the home of “West Coast Jazz” which has 


a clear simple sound and interesting harmonies. Good groups to listen to 
include Gerry Mulligan, Dave Pell, “Shorty” Rogers and Lennie Niehaus. 


By 


Allegretto (moderate jump LOUIS: GORDON 
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BILLA, BEELA and JOCKSEY-JU Lois Phillips 


} 3. JOCKSEY-JUS MARCHING SONG 
Last of all comes Jocksey-Ju 5. THE BIFF-BATS 


He has a hole like a marrow in his shoe a 
The biff-bats have ears 
He cannot mend it; he does not care 
> Just as long as ten years, 
Here he comes a-tripping, tripping, tripping with his feet quite bare And they can’t see the wood for the trees 
Jauantily a ase They daren’t let the cats in 
ae ERSTE em = —_ " oa The belfry they're bats in 
—j eS = == Z Sa as The tin-cans they bang on 
r he - Tit The branches they hang on, 
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{ 4. THE GOOJEES ARE FORGOTTEN 
The goojees’ wailing haunts the night lye 
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22. BILLA CHASES THE DUFFER BIRD 23. BEELA'S SAD THOUGHTS 


Sighing 
ON 
ety b¢ = t = + 7 = 
re = ~ ee oa é 2 =< = 
=| Pp —_ - _ s 
a ‘ 








ie* <= 1s cos’ 
\s Ts ii? ; iy + iz - “SS 
= ) j | dim rail PP 
Se . . 
| fe "er -a—_'o—t/.——' 3s Z 
SS ———— a 
> | 
” 24. JOCKSEY-JU MARCHES HOME AGAIN 
oo = 
it —_ 3 =~ —— [nr March time _ 
ioe —- —— ae = = = ————— = : ae Te =» Re 
v ‘a | Wes 1a } ($ os oe == Sse 
Hw | ee > > te $2 « $ = 
| | _ + ¥ ? 
el } ee Pre. zs i 
a b 4 4 f } - | 4 mf 
— a at od = + $— — t t =. > - > | 
eas ¢ £# =: Se ee “222: (bs $ tor } oe - > = <p ow os 
RH =m = 
453 =: Pee IS : i; as 
{fa > t a = a ; > a o Rg 2 ® 
\? bie je en ele fs ~ t 4 ieee a 1 : _ 4 
ie - as i \\s > pw ian = = i = }3 is | 
| mi, | “T } a Lk . 
‘ pon { | —_ — - a pp 
ad 
=== - == =| ly : PoP te 





) = COPYRIGHT 1961 by AUGENER LTD. - 





PRELUDE weoiguraaiaiied SHUFFLE 


With bucelic zest. wi SHERMAN STORR 
GEORGE FIALA a 2 
= 












Andante (4:50) 








PIANO (| | P Cantabile 









(@ ott = fists —_ or 


ie = == t= se 














DODO DANCE BALLOONS FOR SALE ) 


HAROLD BOGIN WAROLD BOGIN 
Like o Robot Moderato 
3 


be od 
4 

















ff = 

















= = eS ee 


Copyright MC HALE) by ee a Se nes ny Yor ON 


lnternerenel Copyright Secwred Made i U Right, Rewerved Interneremel Copyright Secured All Righe Reserved 


Copyright MCLE! by PICKWICK iene CORR RIERSRS SEW al: Brose ive Bae Oe 7 t 





Ruth De Cesare 


PIANO GAMES 





Uli ity Had) 


Hil) 


nD ees 2 ee 


al 


Ads dd 







BLACK 





WHO’S SLEEPY? 


RUTH DE CESARE 





Gently 
a 
Fs © a 







+ 


Ruth De Cesare 


= in fe 8G 
° | | 


ve 
ap ghitag? Don't Trip! 


(eee ‘Sat p ie tk 
il - 


PIANO GAMES 


SSS: ie estre 


jaf: . 3 
| Good = 
} 


= 


* Remember to keep th 





14389 -29 


MARCH OF THE MARTIANS-DUET 


PART TWO 


C4444 


RUTH DE CESARE 
Steadily 











(stems UP = Right Hand) 
P tstems = Left Hond) 







é ‘stema UP 
stems DOWN 





Fine 3 D.C. al Fine 


a 


of course!)* 






TWO EQUALS ONE (Martian math, 
® 














_. 8 notes , throughent 


~¢ 





z=: 


a =—— 
| peter oP 


—- =f z a 


ee a = 


/ soe 


AGN Ise § z ee es cigbt ectes Sigher > ==j 


AND WHITE 


After you finish playing 
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NOTES, the way it is 
written, move up to the 
searest WHITE NOTES and 
play it again WITHOUT all 
the flats! 


Before you do ANYTHING, 
check the reminder at the bot - 
tom of this page... . 


RUTH DE CESARE 


a jana 


i + 


pitts ba fe ba i : Oe 
SSS =: oases Bet 


2 
=: 


—_ = = ES 5 i te Sj 


rd ra il 
= | 


@ flats for the WHOLE measare 


E MARTIANS - DUET 


PART ONE 


RUTH DE CESARE 


ONE EQUALS TWO (This proves it!)* 


— Bight Hend 
Left Hand 


aa 


=a 


ta. |! i 














Fine 


* Are yous Martias in math? 


COPYRIGHT 1961 by EDWARD B. MARKS MUSIC CORP. 


14989-89 D.C. al Fine omaads 


detettrpesy SoS ae Hier le” 
ae: Seer tetietetecte 


> Tea Martiaa 


— - —— —_— a 
ene === + —ie = ¢ - ~— F ia £ # = . ESS 
se a 2 | + } —— | | 
ie aoe! ae a. a oo = 
== =: = : as = 
———————— SS 3 


sy 
tee Fd 


D.C.al Fine 








Listen To The Rain 


Mary Ruth Jesse 


Lightly 
(t SSS SSS SSS=. | 
4 + Pe iseees 3333 
2 23 1—T a a tes? 2 


Piano 





323 2 
6 fond Gaigtet steal sacs Saltese errr! 
: in a ; ieee eres 
} ; 
to—B 3 \# ie ¢ ig = Le 5 
= See Sar: SSS SS = 
; so 323 Hpi! al 
f # = = ee ot j 
Fe z = SE: = 3 s2525= > 
- ww ii sis * | | 
o23 s |* 228 
==: . re { 
[4 bee af? ? t 2 P+ = TSS SS 
ret. 
& 3 —— ee 
o—o-2- 25 = {— +o 2 ere. © 
HK — 3 ; ceef 


© MCMLXI, by @. Schirmer, Inc 
International Copyright Secured 
Printed in the USA 


aasar 


LULLABY FOR A CHERUB 


SHERMAN STORR 


ea 
P 






3 
4 
| 

ce: | 

Sj 


Ld 








aagsac 





To Gordon Goddard 


Funny Frog 


Wilo Mae Goddard ‘ 



























































© MCMLII, by @. Schirmer, Inc 
International Copyright Secured 
Printed inthe U8. A 


KING MIDAS ) 


SHERMAN STORR 


Steadily, firmly 









































pEeeel) 


Ul 


Siti 





Ullus 


Jitis 





UliL 


Lad 


‘Udit add NMUiii dd 


Auli! 


‘iiii 


Uiit 


CHILD’S PLAY 


9 LITTLE PIECES FOR PIANO 


1. Little Lilt 


Swingingly 
5 









- - P cresé 
pe ee 


© Copyright 1961 by Joseph Willams Limited 
29, Enford Street, Marylebone London, W. | W. 6315 


























All rights reserved 
Made and Printed in Great Bntain 


8. Hob and Nob 


MANTLE CHILDE 
Allegro 











= § 1 1 
a # = 4 
je FS ‘ 
| P— re af — se 
/ ‘ _. | a _ be : a 
i = 7. (3 cos ae ee ee 2 Se eee — 
j = +t aes Soe Sewers sae Set oes nee a 
ca ea "5 1 3 2 1 ’ 
f . 3 pps —__3_ a i 
f re t a __= ———S=— | 
fae a a 
2 re = lg 
! a ene te if? \e : 
= 
1 1 1 1 
f ois : a a 
(6 - aS eee SSS 
=. \f ae 
Lf meas” aie Ly ss ¢ | 
haf } tf yo = 22 —— = 7 t { 
1 ' 1 a i 
= + = 1 + x + 
(6? she tied FPN ge tee = 
Jus tea a tea z as Se 





(re 





MANTLE CHILDE 


3. Low Humming Tune 





: s MANTLE CHILDE 
Gently swaying 
wee 5414 


5 5 3t 





9. Sweet Content 





MANTLE CHILDE 


Andante ¢“Cantubile 











COPYRIGHT 1961 by JOSEPH WILLIAMS LIMITED 









































ee ee eee ee ee 
2 TO 

























































Plate VIII 


at 

& 
9, yn 
| Ge 









































































































cease SoS 

ee en 

— 
SS = cs SS 3S > wpe 
i~ pe ee eee ea ee == eee er SSS Se —== 





























ee Variations on a Swiss Air 
Plate VII. in Max Unger: Eine schweizer Beethou ensammlung: Katalog. 
(Zurich: Corona, 1939) 








EDITIONS OF BEETHOVEN'S 


EASY PIANO PIECES 


By DAVID OSSENKOP 


RESSO 


E ALL know that Beethoven's piano music is popu- 

lar, and we all realize that making a selection 
from the vast number of editions of his pieces is a 
problem. In order to alleviate the difficulties of choos- 
ing piano music by Beethoven, we will discuss some of 
the editorial practices in publications of these pieces. 
Since we are particularly interested in selecting com- 
positions that are not too difficult to play, we will con- 
cernourselves with the easier piano pieces. These in- 
clude the simpler Bagatelles of the Op. 33 and Op. 119 
collections, the dances, the rondos, the easier sets of 
variations, the three Bonn Sonatas that Beethoven 
wrote at the age of eleven (called Sonatinas in many 
editions), the Sonatas, Op. 49 and 79, and the Sona- 
tinas inC, G, and F. There is doubt as to whether 
the Sonatinas in G and F are by Beethoven, but no con- 
clusive evidence concerning their authorship has been 
established. 

It is gratifying to find that a number of publishers 
are printing practical editions in which a conscientious 
effort is made to reproduce Beethoven's compositions 
according to Beethoven's autograph manuscripts and 
the printed editions that appeared during his lifetime. 
These publications are called Urtext editions (the Ger- 
man term Urtext means "original text"), and since they 
contain the most authentic versions of Beethoven's 
compositions, we recommend their purchase. 

But the market is flooded with publications that are 
edited by people who show a lack of respect for Beeth- 
oven's intentions. Many of these editions date from the 
late nineteenth century, and are replete with arbitrary 
changes in tempo, added pedal indications, and distor- 
tions of Beethoven's dynamic schemes. Unfortunately 
these practices continue to be employed in our own 
time. Carelessness with regard to Beethoven's per- 
formance directions is.even noticeable in some of the 
editions that are supposedly basedon original sources. 
In one instance, the editor decided to use the tempo 





BEETHOVEN From the engraving by Blasius H8fel after the drawing 
by Louis Letronne (1814) 


(Historisches Museum der Stadt Wien) 


indication Andante maestoso in place of Beethoven's 
Larghetto maestoso! 

Even more disreputable are the practices of pub- 
lishing simplified or incomplete versions uf composi- 
tions. One frequently notices such atrocities as sim- 
plified arrangements of the Bagatelle, Op. 119, no. 1, 
and versions of the first movement of the ''Moonlight 
Sonata'’in C-sharp minor intranspositions to "easier" 
keys and with the time signature changes from C# toC. 
Editors also tend to leave out portions of sets of varia- 
tions, probably because they feel that some of the vari- 
ations are too difficult for the students for whom they 
are preparing their editions. 

It is not necessary for editors to provide simpli- 
fied arrangements or to publish incomplete versions 
of larger works inorder to introduce Beethoven to less 
advanced students. We prefer that editors make some 
of Beethoven's shorter pieces available to these stu- 
dents. These pieces may be unpretentious, but they 
bear the stamp of a master composer. 

Beethoven was often explicit in his performance 
directions, and it is imperative that editors reproduce 
Beethoven's indications exactly. Information concern- 
ing Beethoven's intentions can be found in the edition 
of the Complete Works published by Breitkopf and 
Hurtel in the late nineteenth century and the new com- 
plete works edition currently being published by Henle 
of Munich, Two other helpful reference sources are 
the Urtext edition of Klavierstucke (Piano Pieces) pub- 
lished by Henle and the Urtext edition of the Piano Va- 
riations published by Universal-Edition of Vienna. 

But even though Beethoven frequently gave per- 
formance indications, he followed the custom of his 
time by leaving many matters of execution to the dis- 
cretion of the performer. He usually left the choice of 
tempo to the pianist in his dances. The reason why he 
did this was that these compositions were written in 
the style of the popular dance music of his day, and 





the pianist could easily determine the tempi for him- 


self. Editors might suggest tempo indications for the 
benefit of teachers and students, but they should do so 
only if they thoroughly understand the characteristics 
of the dance music of Beethoven's time. We desire 
that such editorial indications appear in parentheses 
or brackets, so that teachers and students would know 
that these tempo designations are not Beethoven's own. 

Some editors are perturbed at the sparsity of ri- 
tardando and accelerando indications in Beethoven's 
piano music, and feel it necessary to add ritardandi 
and accelerandi of their own. But during Beethoven's 
time the practice of accelerating and slowing down a 
tempo was not very common. Therefore, editors 
should heed Beethoven's intentions and should refrain 
from adding any indications for tempo variation. 

In some children's publications, the editors give 
tempo designations in English. Even though the editors 
consider these English designations to be an aid tothe 
child's understanding of the speed and character of the 
pieces, such a device may turn out to be a hindrance 
later on. The child must eventually learn that the tempo 
indications for most piano pieces are in Italian. If he 
is used to seeing the tempi given in English, he may 
have difficulty in comprehending the meanings of the 
Italian terms. It is best that children be immediately 
introduced to the original tempo markings; if this pro- 
cedure is followed, they will be able to understand 
these designations without much trouble. 

Editors should also respect Beethoven's dynamic 
indications. This obvious point is emphasized because 
many editors disregard Beethoven's markings and 
substitute those of their own. A comparison of the 
opening of the "Romanze" of the Sonatina in G in three 
different editions reveals the extent to which editors 
distort dynamic indications. The mf in the first of 
these editions, which is based on the original sources, 


is correct: 
Edition A (Urtext edition): 


Klavierstucke, Henle, Vol. I, 


mf | yeves, p. 69, brace 1, first 2 
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Beethoven is also explicit in his demands for cres- 
cendi and diminuendi, and therefore editors must be 
sure to give only Beethoven's indications. The provi- 
sion of additional crescendi and diminuendi is uncalled 
for. 

Sometimes Beethoven leaves the dynamics to the 
discretion of the performer. Such instances occur in 
the Op. 119 Bagatelles and a few of the dances and 
variations. In such cases we would appreciate it if 
the editor would provide dynamic indications in brack- 
ets or parentheses. But editors must be sure to choose 
dynamics that are appropriate to the character of the 
music and must refrain from an overuse of dynamic 
nuance, 


Pedal indications begin to appear in the piano 
pieces that Beethoven wrote after 1800. Since Beeth- 
oven is quite specific about his intentions regarding 
the use of the pedal, we feel that editorial addition of 
pedal markings is undesirable. 


NNOODNOUU 


Although Beethoven sometimes annotates legato 
and staccato passages with meticulous care, he fre- 
quently lets the performer decide such matters for 
himself. At times Beethoven gives hints to the pian- 
ist. Such an instance can be found in the following 
passage from the fourth of a group of six Ecossaises: 





Piano Literature of the 17th, 18th, and 19th Centuries 
Book 4b, Summy-Birchard, p.8, brace 1 


Even though the only annotation that Beethoven gives 
is the slur in the right hand part of measure 2, it is 
obvious that the right hand part of measures 4 and 6 
should have similar slurs. These slurs have been pro- 
vided by the editor. 


When we examine an Urtext edition of Beethoven's 
piano compositions, we immediately notice that few 
legato phrase lines are to be found. In fact, phrasing 
was almost entirely left tothe performer until the late 
nineteenth century, when editors began to use it for 
teaching purposes. Many modern editions reveal such 
a pedagogical concern, but we often find that the edi- 
tor distorts Beethoven's original intentions. Beetho- 
ven's indications in the Bonn Sonatas are usually 
misunderstood by modern editors. In the following 
passage from the opening movement of the first Bonn 
Sonata, Beethoven clearly specifies the performance 
directions: 

















Klavierstucke, Henle, Vol. I, p. 9, 
brace 1, second and third measures 


Yet most editors believe that the sixteenth-note pass- 
ages should be interpreted as long legato phrases: 





Such legato indications resultin aninterpretation mure 
characteristic of the nineteenth century than of the 
eighteenth. In the late eighteenth century, pianists 
favored a more detached execution. It was this sort 
of detached interpretation that Beethoven had in mind 
when he wrote these sonatas. 

Another falsification indulged in by editors is the 
substitution of long legato phrase markings for the 
groups of slurs specified by Beethoven. This can be 
seen in a comparison of a modern edition of the first 
three measures of the Bagatelle, Op. 119, no. 4, with 
the original version. Beethoven desired to indicate 
various subtle nuances by employing slurs, and the 
use of legato phrase markings in place of these slurs 
obliterates the distinctions that Beethoven wished to 
make: 

Original version: 


Andante 





Klaviersticke, Henle, Vol. II, p. 195, 
brace 3, measures 1-3 


Modern edition: 


Andante 
2 





Then there are instances in which editors break up a 
long phrase into smaller units. A particularly glaring 
example of this practice canbe seenin one of the mod- 
ern editions of Beethoven's Bagatelle, Op. 119, no. 11: 
Original version: 

Klavierstucke, Henle, Vol. II, p. 201, brace 2, meas- 
ures 1-4, 
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Modern edition: 


Andante ma non troppo (¢ 


Op. 119, No.11 









_»_ Tar simile 


We feel that it is absolutely essential that the edi- 
tor retain Beethoven's original annotations. If he 
wishes to add phrasing, he should indicate that the 
phrases are his by using dotted lines or enclosing the 
phrases in brackets. But we prefer that editions con- 
tain only those annotations given by Beethoven. It is 
far more beneficial for the teacher and the pupil to 
study a score containing only Beethoven's annotations 
and to devise their own method of interpretation. 

We prefer that editorial suggestions for fingering 
be confined toa minimum. Passages can be fingered 
in several different ways, and the teacher should be 
allowed to decide which fingering is the most desira- 
ble. After all, fingering is the teacher's responsibi- 
lity. 

Problems of ornamentation are sometimes met 
with in Beethoven's early works, such as the Bonn 
Sonatas. Composers of the late eighteenth century 
made no distinction between the short and long appog- 
giaturas in their notation; the length of the appoggia- 
tura depended on the musical context. In the late 
eighteenth century the trill was usually begun on the 
lower neighbor of the main note, and such a procedure 
should be observed when playing the earlier composi- 
tions of Beethoven. But in the late works, such as the 
Op. 119 Bagatelles, one can begin trills either on the 
main note or the upper neighbor. 

The best reference source for eighteenth-century 
ornamentation is Carl Philipp Emmanuel Bach's Es- 
say on the True Art of Playing Keyboard Instruments, 
which has been translated into English by William J. 
Mitchell (New York: W. W. Norton, 1948). C. P. E. 
Bach's book provides anextensive amount of informa- 
tion on ornamentation, and was widely circulated dur- 
ing the late eighteenth and early nineteenth centuries. 
Therefore we recommend that C. P. E. Bach's Essay 
be used when problems of ornamentation arise. 





Even though the market is still being flooded with 
editions that reveal a disregard for Beethoven's per- 
formance indications, a step in the right direction is 
being taken with the recent interest in Urtext editions. 
We hope that Urtext editions will continue to be pub- 
lished, so that teachers and pupils will be able to study 
the piano pieces in Beethoven's original form. 

Suggested editions containing easy and moderately 
difficult piano pieces are given below. 


oS 


URTEXT EDITIONS 


Klavierstucke. G. Henle Verlag (American distribu- 
tors: Roundelay Corp. of America, Chicago), Munich- 
Duisberg, copyright 1950. Edited by Otto von Irmer, 
with fingering by Walther Lampe. Preface, historical 
notes, and notes on the individual works in English, 
French, and German by Otto von Irmer. 2 vols. 
With the exception of the dances and variations, all of 
the shorter pieces are included. Both volumes are 
arranged chronologically. The Bonn Sonatas, the Ron- 
dos, the Bagatelles, Op. 33, the Sonatinas, and other 
earlier works are contained in Vol.I. The later works, 
including the Bagatelles, Op. 119, are to be found in 
Vol. II. Explanations of ornaments are given. Inter- 
mediate and advanced. Vol. I, $3.50; vol. II, $1.50. 


Variationen fur Klavier. Vol. I. Universal-Edition, 
no. 13300 (American distributors: Associated Music 
Publishers, Inc.), Vienna, copyright 1960. Edited by 
Erwin Ratz, with fingering by Bruno Seidlhofer. Pre- 
face and Editor's Report in English and German by 
Erwin Ratz. 

This volume not only contains some of the easier sets 

of variations, but also some of the larger concert 


pieces. Intermediate and advanced. $3.50. 
OTHER EDITIONS 
Fur Elise. Edition Peters No. 7097. 


This edition is basedon original sources, and editorial 
indications are given in small print. Intermediate. 

60 cents 

Leichte Klavierkompositionen. Zurich: Musikverlag 
zum Pelikan, preface dated 1916. Edited by Willy 
Hess. Preface in English, German, and French. 
This imaginatively planned collection of easy piano 

pieces contains a number of compositions appearing 

in a modern printing for the first time, as well as the 


more familiar Bagatelles. Easy and intermediate 


Six Easy Variations on an Original Theme. Edition 


Schott 0292 (American distributors: Associated Music 
Edited by Alfred Hoehn. 


Publishers, Inc.). 


Directions 
Intermedi- 


An inexpensive edition of a popular work. 
for the execution of ornaments are given. 
ate, 50 cents. 


Six Allemandes for Piano (1814). Foreword and anno- 
tations by Morris Nathan. New York: Omega Music 
Edition, copyright 1951. 

This edition not only contains the six Allemandes, but 
another Allemande anda Waltz are included as abonus. 

Easy 60 cents. 


CL 


COMPOSITIONS BY BEETHOVEN IN ANTHOLOGIES 


Piano Literature of the 17th, 18th,and 19th Centuries 
(Frances Clark Library for Piano Students). Evanston, 
Illinois: Summy-Birchard Publishing Co., copyright 
1954, 1956, 1957. Selected and correlated by Frances 
Clark. Edited by Louise Goss. 

The pieces inthis gradedseries are carefully selected 

and edited. A glossary of musical terms is included 

in each volume. Easy and intermediate. Books 2, 3, 

4b, 5b: $1.50; Book 6b: $1. 75. 


Sonatinas by Haydn, Clementi, Kuhlau, Beethoven. 
Chicago: Clayton F. SummyCo., copyright 1956. Edi- 
ted by Oswald Jonas. 

An excellent little collection of sonatinas and easy 


sonatas, all carefully edited. Explanations of orna- 
ments are given. Easy and intermediate. $1.50. 


The Sonatina Book I. New York: Consolidated Music 
Publishers, Inc., copyright 1961. Compiled and edited 
by Poldi Zeitlin and David Goldberger. Preface by 
the editors. 

The Solo Book II, New York: Consolidated Music Pub- 
lishers, Inc., copyright 1961. Compiled and edited 
by Poldi Zeitiin and David Goldberger. Preface by the 
editors. 

The pieces in both volumes are imaginatively chosen 

and carefully edited. A glossary of musical terms is 
included in each volume. Easy. $1.25 each. 


Das neue Sonatinen Buch. Edition Schott nos. 2511 and 
2512. (American distributors: Associated Music Pu- 
blishers, Inc.), Mainz, copyright 1936. Edited by Mar- 
tin Frey. 2 vols. 

An extensive collection of sonatinas and short pieces. 
Intermediate. $2.00 each. 


The New Sonatina Book, London: Schott (American 
distributors: Associated Music Publishers, Inc.). 
Copyright 1936, by B. Schott's SJhne, Mainz. Edited 
by Martin Frey. 

A selection of 15 Sonatinas from the two-volume Ger- 

man edition. Intermediate. $1.25. 






















































ae 
From C, P. E. Bach's ESSAY 
it King Frederick the Great of Prussia playing a flute concerto 
= with his court orchestra. The harpsichordist (it may be C.P.E. 
Bach) is playing the written bass line, filling in the right hand 
chords whichare not written into his score. The bass and cello 
players behind him re-inforce the written bass line. 


THE WHOLE FOUNDATION OF MUSIC 


By L. E. P. HOROUGHBASS was "the whole foundation of mu- 
- sic" to Sebastian Bach, so important that without 
it--or with it, improperly executed--there could be 

) no "real music." There is indeed no sonata of the 
baroque era, no concerto, no cantata, nor any other 

the ultimate end and aim of thoroughbass piece without this feature, save the very strictest con- 

should only be the glory of God and the trapuntal exercise. Innumerable treatises on the 
recreation of the mind. Where these are thorough, or the figured, or the continuous bass, were 
not kept in view there can be no real written by a host of composers of the 17th century, by 
music, only an infernal jingling and Sebastian Bach, himself, ("Principles of Thorough 
: bellowing. J. S. Bach Bass," 1738, reprinted and translated in Spitta: Life 
i of Bach App. B. XII; short instructions, "Some Neces- 
; sary Rules..." may be found at the end of the Note- 


Book for Anna Magdalena Bach.) and by his contem- 
poraries--by Mattheson, by Telemann, and by his son, 
Carl Philip Emanuel. All defined the art in great de- 
tail and gave very specific instructions for its execu- 
tion. 
Today, however, we find that the average performer 
of baroque music in vague on the subject, despite all 
the available information. One reason is the paradox 
of the finest instruction book being Theory, while the 
thoroughbass is nothing but Practice. 

Baroque composers commonly wrote only the bass 
line and the melody for each piece, leaving the har- 
mony to be filled in by the performer. The bass line 
could be performed by a cello, a bassoon, a baritone 
or bass voice--any instrument of low range; the me- 
lodic line, onthe other hand, could be taken by a violin, 
a flute, a soprano or tenor voice. Of course, the low- 
est and topmost parts could be played simultaneously 








FIRST PAGE OF TELEMANN'S SINGE-SPIEL-UND GENERALBASS-UBUNGEN (1735) 
(Exercises for Singing, Playing, and Thoroughbass) 
(Burenreiter, 1960) 
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Sakjimile der erjten Motenjfeite 
This is a thoroughbass song for which Telemann himself (4) About this 7th chord inversion which is not marked by 
wrote out the right-hand accompaniment in order to show a figure [at number (4)] as well as about other treat- 


ae s ; . : ment of the 6 chord, we shall hear more further on. 
how it is to be done. With copious foot-notes he gives 
further instructions. They read, in translation: 


The Song Text: Something New 
(1) In order to play slowly, the right hand should maintain, 


as much as possible, the chord position taken at the 
beginning. As it is here, the entire top range does not 
exceed b toe. 

(2) The lines means: the right hand should hold its chord 

(3) With a 6 it is best to double either the 6 or the 3, as can 
be seen here at numbers (6) (7) and (8) [numbers under 
the bass line] if however, this does not seem to fall 
easily into the fingers, the bass note may be loubled, " 
a0 nichihiee ie te andes Be it old or be it new 


Something new to be created 
which does not the old repeat 
will discourage anybody 

who is not a genius. 


Yet, why must we slaves be 


Setting limits so narrowly 


"tis enough that it is good and true 
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on a keyboard instrument. Any combination of instru- 
ments and voices was possible, andin a song with key- 
board accompaniment for instance--to quote Bach again 
--the thoroughbass "is played with both hands in such 
a manner that the left hand plays the notes written 
down, while the right hand adds in consonances and 
dissonances..." 


In two-part keyboard pieces, such as the little 
minuets and marches Bach wrote for Anna Magdalena 
and for Friedemann, the left hand would play the bass 
part as written, and the right hand play the top partas 
written, but at the sametime "consonances and disso- 
nances" were added between these two parts. When we 
consider this, we must realize that playing only the 
printed notes is a grossly distorted version of Bach's 
intention. If played as written, the music sounds thin 
and dry. To Bach, it would not be "real music." 

This technique of keyboard performance was called 
realization of a thoroughbass, and it was standard 
equipment for every performer, be he accompanist or 
soloist. The tradition was so strong that, even after 
1750 when the musical style changed drastically, the 
practice persisted up to the time of Haydn. Today, 
we might say it has thoroughly disappeared: we study 
chord formations in the harmony courses of a music 
curriculum, voice leading in counterpoint classes, and 
we play baroque keyboard music from editions in which 
the filling chords--if any--are written out by the edi- 
tor, whose word we must take for correctness and 
stylistic consistency. The marvellously ambiguous 
way of baroque scoring, a challenge to the performer's 
ear and his creative ability, is really lost. 

Suppose we wanted to play as Anna Magdalena Bach 
might have, or suppose a curious student wishes to 
acquire proficiency in thoroughbass playing. What 
would we do? 

First, let us realize that all it takes is constant 
practice, some knowledge of elementary harmony, 
major and minor scales, intervals, and--consistent 
application. It helps to study thoroughbass text books 
by Bach, or Telemann, or modern hooks on the sub- 
ject. Recommended are: Arnold: The Art of Accom- 
paniment from a Thorough Bass, London, 1931 (nearly 
1000 pages long); Keller: Schule des Generalbass.- 
Spiels, Kassel, 1959 (in German but very useful for 
its musical texts). 

The symbols, or figures, placed by the composer 
underneath the notes of the bass line must be learned 
indeed. They are an aid to the performer in finding 
the right kind of "consonance" or "dissonance" for the 
filling chord. We might say that they constitute a mu- 
sical shorthand system. By no means are they meant 
to indicate precisely which notes are to be played by 
the right hand. The performer is free to choose from 
several possible positions, or voice distributions, that 
one which seems best to him inthe context of the piece. 
For example, consider the D major triad with the root, 
D, in the bass (hence, in the left hand). The right 


hand has to play the third, F-sharp, and the fifth, A, 
plus another D to double the root. Thus, all these 
chord formations are possible: 


——— ee — 
(eee § es 3s 
ate. 
\ oes — 5 


(if the top note is prescribed by the composer, the 
number of possible positions is naturally more lim- 
ited.) As a figured bass, these chords would be indi- 
cated: ==> The 3 indicates F¥, and the 5 indicates 
~ § A. 3 under E in thekey of C major, for 
instance, would indicate G and B, but 
the same figure under E in the key of E 
major would indicate G#and B. How- 
ever, a chord in root position is so usual and so much 
to be expected above a bass that the figures : are most 
frequently omitted. In other words, when a bass note 
is without any figures whatsoever, it is understood that 
the right hand supplies the appropriate third and fifth. 
If there is a sharp or a flat, or natural sign, and no 
number, the same applies but the sharp or the flat is 
automatically applied to the third: = 
This automatic playing of 3 chords #8 
must be mastered, and the chord 
should be practiced on each bass ? S 
note of each major and minor scale # 


in all positions. 


The next step_ would be to practice authentic and 
plagal cadences, 3 chords of tonic, dominant, and sub- 
dominant functions in combination. Again, throughout 
all major and minor keys and in all positions. Voice 
leading now becomes important, and contrary motion 
between the voices, smooth progressions, all the things 
taught inharmony class, are to become automatic pro- 
cedures on the keyboard. 


After mastering the basic root progressions, we 
should work with triads in inversions. Put F# in the 
bass, and 3 indicates A (the third above F# in the key 
of Dmajor). The 6, in like manner, indicates D. Thus 
6 indicates the first inversion of our triad. Again the 
third is such a standard interval that it is expected and 
need not be indicated, but the 6 is always marked. If 
then F# is be-figured with a 6, the right hand should 
reach for A, the third, and D, the sixth, and also for 
one more note whichcanbe either another A or another 
D. F¥ must not be doubled because itis not the rootof 
the triad. Doubling a note other than 


the bass note is at first somewhat =5- ss 
troublesome, and it should be prac- or 
ticed until the right hand automati- 2. 
cally spreads to the octave or plays 6 


only two notes but three voices (see accompanying ex- 
ample). 
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5 . 
Combinations of 6 and 3 chords should be practiced: 


he ' di The rule that the lowest tone of the 
\ g ¢ es first-inversion chord may not be 
? doubled does not always apply. For 
\%P 21° instance, in a series of these chords, 
and in cases where the tones indicated 
by the 3 or the 6 happen tobe leading tones and where 
the lowest note is the only one which can be doubled: 
The symbols 6#, 6}, 64, and g are 
used to denote raising or lowering of 
the 6th. 





The second inversion of a triad, i.e., with the 
fifth in the bass, is commonly called the 4 chord, and 
this isthe way itis designated inthoroughbass nomen- 
clature. It is particularly famous for its cadential 
function, by which the 6th and the 4th form suspensions 
for the 5th and the 3rd over the same bass note: 


This progression of chords should be 


practiced until B38 unstable character 
of its sound--its neec to be resolved-- 
becomes familiar \: —— a 

a a 


With seventh chords--marked as 7 since 5 and 3 
are understood to standunder it--andall inversions of 
seventh chords, the following figures apply: 


fh 
Root position: 7 (short for 3) 
, ‘ ; 6 6 
First inversion: 5 (short for 2 ) 
4 6 
Second inversion: 3 (short for 4 ) 
A 


Third inversion: g or 2 (short for : ) 


Practically speaking, this is the vocabularly of 
thoroughbass figures. Just keep in mind that figures 
written above each other call for a right-hand chord 

4,18 
numbers stand for intervals (not a i 
necessarily complete chords) played one 
after the other: fF to. 
a7 


struck simultaneously, while successive 


Just for fun, play this chorale fram a 17th century 
German hymn book (made famous by Bach in his St. 
Matthew Passion). First, play the notes as written, 
then fill in the chords. 


























Remember that each bass note without a figure calls 
fora? chord, that # or b alone always applies to the 
third above the bass note, and that in a 6 chord the 
bass note is not to be doubled. That is just about all 
it is necessary to know. The 5-6 and 4-3 suspensions 


may have to be practiced a little, but as Bach says; ' 


"The other points which ought to be remembered are 
better conveyed by word of mouth than in writing." 
The result should be quite pleasing, and will demon- 
strate clearly that there is a mighty world of music 
between a thoroughbass as written and as played. 

Of course, 
there are numerous ways of realizing the bass. On 
practically each note there is a choice of different 
chord positions and of different tones to be doubled. 
Feel free to introduce passing notes, suspensions and 
appoggiaturas, or to use seventh chords or inversions 
of seventh chords instead of consecutive § chords. In 
pieces of greater complexity, the performer is not 
only allowed to insert short imitative motives and en- 
tirely additional contrapuntal voices but he is requested 
to do so. There can be no doubt that much beautiful 
baroque music is lost to us simply because the com- 
poser wrote it in this shorthand fashion, giving his 
best in his extempore rendition of the work. Fortun- 
ately, Bach sometimes remembered that only he him- 
self could realize thoroughbass as he wished to hear 
it, and on those occasions he wrote it all out. Such 
written-out versions are found in his violin sonatas, 
for instance. Don't look at them! You will despair 
upon seeing so forcefully that there was only one J. §S, 
Bach. 

Today we have excellent editions of baroque cham- 
ber or keyboard music in which the thoroughbass has 
been realized by the editors in accordance with the 
best of our knowledge about the rules and the style. 
In fact, we must look long and hard to find un-edited, 
un-realizedthoroughbass pieces for practice purposes. 
Some good ones are: 

Riemenschneider,ed.: 371 Harmonized Chorales and 
69 Chorale Melodies with Figured Bass by J. 5S. 
Bach (New York, G. Schirmer, 1941). 

Mahrenholz, ed.: Generalbass Choriéle (Kassel, Bur- 
enreiter, 1960). 

Kauffmann: 62 Chordéle mit beziffertem Bass fur Orgel 
(ed. P. Pidoux: Kassel, BYrenreiter, 1951). 

Any facsimile edition of baroque music, e.g. the note- 
books for Anna Magdalena or Friedemann Bach. 


Remember, the very best edition cannot quite bring 
the joy and satisfaction of a self-made version, a ver- 
sion which will differ from thatof any other. Perhaps, 
after playing simple chorales with thoroughbass such 
as the above example, Bach's definition of the thorough- 
bass will be understood: it is "the whole foundation of 
music" which, well played, makes "an agreeable har- 
mony to the glory of God and justifiable gratification 
of the senses." 


even in this relatively simple piece , 








Two drawings of the pianist 
by his friend Picasso, 
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in the summer of 1958. 


ARTUR 
RUBINSTEIN 






































O N October 30th, 1961, Artur Rubinstein briskly 

walked to the piano at Carnegie Hall and proceeded 
to uphold the doctrine of Beethoven, Debussy, Villa- 
Lobos and Chopin in the first concert in a series of 
ten in forty days. He literally did it for love, not for 
money. Rubinstein did not accept a fee for these con- 
certs, and the money he normally would have earned 
went to charities close to his heart. 

It was on November 21, 1937 Rubinstein made his 
grand reappearance in New York at the behest of Sol 
Hurok. He had given his first American recital in 
1906, but felt he had never been a real headliner until 
1937. 

"When I was young," he says, "I was lazy, I had 
talent, but there were many things inlife more impor- 
tant than practicing. When I played in the Latin coun- 
tries--Spain, France, Italy--they loved me because of 
my temperament. But when I played in England and 
America, they felt that because they paid their money 
they were entitled to hear all the notes. I dropped too 
many notes in those days, and they felt they were 
cheated." 


It was his unfortunate lot, he explains today, to 
have been caught in the middle of the period when what 
has come tobe known as the romantic era of pianism, 
in which improvisation flourished, was giving way to 
today's perfectionist approach, which demands that the 
artist adhere faithfully to the score, playing it precisely 
as the composer wrote it. When the change came from 
the former to the latter, the pianists who were too old 
or too inflexible psychologically to adapt themselves to 
the new order were replaced. 














Rubinstein survived. With a remarkable display of 
stamina and determination, he started over again at 
an age when many men in his profession begin to think 
of retirement, and in consequence he is the only con- 
cert pianist active today who has bridged the two eras. 
He was forty-five when he finally came to grips with 
the problem, and by that time the brilliantly disci- 
plined playing of Horowitz, fifteen years his junior, 
was the talk of Paris. For Rubinstein, the outlook was 
anything but hopeful. After a quarter of a century of 
coasting along, he was facing a confused future with 
little money, a dubiously regardedartistic past, and-- 
now he had a wife and small child to support--unac- 
customed responsibilities. 


In the Nineteen Thirties, Rubinstein went through 
a soul-searching period. 'Was it going to be said of 
me that I could have been a great pianist? Was this the 
kind of legacy to leave to my wife and children?" So 
in the summer of 1934, he bundled his wife and baby 
into a small Citrdin and drove to a tiny village in the 
Haute-Savoie where they stayed in a modest pension 
de famille, He rented the only piano in the community 
--an oldupright--and moved itinto an empty, window- 
less garage just below their room. He put a candle on 
top of the piano, and then buckled down to work--six, 
eight, nine hours a day. 


''And a strange thing happened. By the time we re- 
turned to Paris, after spending the whole summer in 
that village, I'd begun to discover new meanings, new 
qualities, new possibilities in music that I'd been play- 
ing regularly for more than thirty years. I'd always 
been satisfied with the way I played it--messing up 
the tempi, improvising, dropping enough notes during 
a concert to make up a whole new program--but I was 
far from satisfied now. Instead, each time I played a 
composition, I'd try to play it a little better than I 
ever had before. I've kept on trying along those lines 
ever since, and I*m sfi// not satisfied." 


fxs 


So in 1937, when Sol Hurok presented Rubinstein 
for the third time to the American public, the accuracy 
and, deeply musical interpretation of his playing drew 
great acclaim from his audience. Since that time he 
has played in every country in fhe world except in 
Tibet. 
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"Nt is simply my life, music. I live it, breathe it, 
talk with it. I am almost unconscious of it. No, I do 
not mean I take it for granted--one should never take 
for granted any of the gifts of God. But it is like an 
arm, a leg, part of me. On the other hand, books and 
paintings and languages and people are passions with 
me, always to be cultivated... Travel too, I ama 
lucky man to have a business whichallows me tobe on 
the road so much. On the train, the plane I have time 
to read. There again, I am lucky to be a pianist. A The Sold-out sign always appears on a Rubinstein 
splendid instrument, the piano, just the right size so poster. This one is in front of Carnegie Hall. In 
that you cannot take it with you... Instead of practic- other languages the sold-out announcement has 
ing I can read. A fortunate fellow, am I not?" been posted in cities throughout the world. 


June, 1958. Warsaw—A standing ovation. A Warsaw audience stood only once before, to greet Paderewski. 
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¢ most recent photograph of the Rubinstein family taken last Christmas. The Rubinsteins have four children, Eva, Paul, 
ina, and John Arthur. L. to R. standing, Marianne de Stuckenbergh, Mr. Rubinstein’s niece, Eva, her husband, Rev. 
filam Henry Coffin, Paul. L. to R. seated, Alina, Paul’s wife, Brenda, Mrs. Rubinstein, the first Rubinstein grandchild, 


Rubinstein and his wife first met in the spring of 
1928. At a recital in Warsaw--he was then thirty-nine 
--sat entranced in the front row a Miss Mlynarski, who 
had attained the age of fifteen. Her father, founder of 
the Warsaw Philharmonic Orchestra, took her back- 
stage at the end of the program and introduced her to 
the pianist. Each fell instantly in love with the other 
but it was not until July 1932, that the romance had a 
story-book ending with a wedding in London. 








A recent portrait of Mr. and Mrs. Rubinstein. 
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tic wisdom, communicating his rationale of 
practice as apleasure ratherthan apenance... 
--Sunday Times (London) 
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$5.95 postpaid. 
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refund in 10 days 
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Frank Shay. Magnificiently illuminated by John Held, 
Jr., xv, 235p. Includes unacc. melodies. (T946) 61- 
66216 New York, Dover pap., 1.00 











SULLIVAN, SIR ARTHUR SEYMOUR. Martyn Green's 
treasury of Gilbert & Sullivan. Ed., annotated by Mar- 
tyn Green. Illus. by Lucille Corcos. Arrangements by 


Albert Sirmay. 717p. illus (pt. col.) 3lem. M61-1017 


New York, S. &S. 15.00 


TINKER, EDWARD LAROCQUE, ed. 
Notes and translations by Americo Paredes 
illus., facsims. (pt. col.) 32cm. Bibl. 61-63839 Austin, 


laveras. 


Univ. of Texas bds., 5.00 


Transiations and explanatory text of old Mexican ballads 
and folk-songs collected by the author. With some facsi- 


mile broadsheets. 


TRAVIS, JOHN W. 


Ave. 10.00 


WARBURTON, ANNIE OSBORNE. Melody writing and 
analysis. xi, 188p. 61-19332 2d ed., New York, Long- 


mans 2.75 


With a new appendix on writing accompaniments to mel- 


odies 


WEAVERS, (The), ed. The Weavers' song book. Arr. 
for piano and guitar by Robert De Cormier. 177p. 29 


cm. New York, Harper pap., 2.50 


Piano Recordings 


October, November, December, 1961 
Excellent reviews of the following recordings are 
given in The American Record Guide, 


J. S. BACH: Clavier-Uebung II1—Italian 
Concerto in F, Partita in B minor; Ralph 
Kirkpatrick (harpsichord). Deutsche 

Archive ARC- 


Grammophon Stereo 


73155, $6.98. 


J.S. BACH: Concertos in C major and C 
minor for Two Pianos and Orchestra; 
Abram Chasins and Constance Keene 
(pianos). Kapp Sinfonietta conducted 
by Emmanuel Vardi. Kapp Records 
KCL- 9064, $4.98, or Stereo KC-9064-S, 


$5.98. 
J. S. BACH: Well-Tempered Clavier, 
Book I (24 Preludes and Fugues); 


Samuel Feinherg (piano). Artia set 
MK-211C, $11.96 (Artia import). 

pS See aD a fy 

BALAKIREV: Sonata in B flat minor 
(1905); Berceuse; 2nd Nocturne; Valse 
di Bravura; Natalie Ryshna (piano). 
Society for Forgotten Music SFM-1007, 
$4.98, or Stereo S-2007, $5.95. 
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A guide to restringing; also, a 
collection of three hundred and forty-nine grand and 
vertical treble stringing scales. 2720. illus., music. 
61-9870 Takoma Park 12, Md., Author, 8012 Carroll 


WILLIAMS, STEPHEN. Come to the opera. Introd. 
by Sigmund Spaeth. 352p. music. (Premier bk. , t136) 
Greenwich, Conn., Fawcett pap., .75 





MUSIC REVIEWS (Cont'd from page 2) 





Corridos & ca- 


originality. 


The thing that strikes a critic of music for chil- 
dren the most is not the lack of melodic or harmonic 
Originality is something very special, 


and perhaps quite out of place in music for the very, 


very young. Rather it is the lack of rhythmic vitality 
that bores and sickens. 
lity of the four-bar phrase. 
some way to break the tyranny of the bar lines and the 
measured period without creating musical chaos. If 
Haydn could do it, and keep within a conservative har- 
monic scheme, it should not be impossible for a pres- 


The regularity and inevitabi- 
Surely, there must be 


ent day composer, whose arsenal of harmonic and 
melodic devices is so much larger than Haydn's. He 


should look to the old masters, and really try to see 
what makes their music move--not from phrase to 
phrase, but literally from note to note. 


Without an 


unending push, the music falters, and the listener, 


who is always distractable by the least stimulus, goes 


his own way and ceases to listen. 


I couldn't let the old year pass away without at 
least one tirade. Maybe I'm getting old. Anyway, have 


a Happy New Year! 


BEETHOVEN: The Five Piano Concertos ; 
Leon Fleisher (pianist) with the Cleve- 
land Orchestra conducted by George 
Szell. Epic Stereo discs BC-1136/7/8/9, 
$5.98 each. 

BEETHOVEN: Piano Concerto No. 1 in C, 
Op. 15; Sonata No. 31 in A flat, Op. 110. 
Andor Foldes (piano). Bamberger 
Symphony Orchestra conducted by 
Ferdinand Leitner. Deutsche Grammo- 
phon 18636, $5.98, or Stereo 138 636, 
$6.98. 

BEETHOVEN: Concerto No. 4 in G, Op. 
58; Glenn Gould (piano) with New 
York Philharmo ic conducted by Leon- 
ard Bernstein. Columbia Stereo MS- 
6262, $5.98. 


BEETHOVEN: Piano Concerto No. 5 in 
E flat, Op. 73 (“Emperor’’); Guiomar 
Novaes (piano); Bamberg Symphony 
Orchestra conducted by Jonel Perlea. 
Vox PL-11,930 or Stereo STPL-511,930, 
$4.98. 





BEETHOVEN: Piano Concerto No. 5 inE 
flat, Op. 73 (‘Emperor’); Van Cliburn 
(pianist) with Chicago Symphony Or- 
chestra conducted by Fritz Reiner. 
RCA Victor Stereo LSC-2562, $5.98. 


BEETHOVEN: Piano Sonatas in A, Op. 
101; in F sharp, Op. 78; in E, Op. 109; 
inG minor, Op. 49, No. 1. Andor Foldes 
(piano). Deutsche Grammophon 18643, 
$5.98, or Stereo 138 643, $6.98. 


BRAHMS: Piano Concerto No. 1 in D 
minor, Op. 15; Julius Katchen (piano); 
London Symphony Orchestra conducted 
by Pierre Monteux; Piano Concerto No. 
2 in B flat, Op. 83; Julius Katchen 
(piano); London Symphony Orchestra 
conducted by Janos Ferencsik. Four 
Track 714 ips. Stereo Tape, London 
(Twin-Pak) LCK-80070, $11.95. 

BRAHMS: Piano Concerto No. 2 in B 
flat, Op. 83; Géza Anda (piano); Berlin 
Philharmonic Orchestra conducted by 
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Ferenc Fricsay. Deutsche Grammophon 
Stereo SLPM-138 683, $6.98. 

Gilels, Reiner, Chicago Sym... Victor LM/LSC-2219 

BRAHMS: Piano Quartet in A, Op. 26; 
same artists. Deutsche Grammophon 
18528, $5.98, or Stereo 138015, $6.98. 

BRAHMS: Piano Quartet inG minor, Op. 
25; Ornella Puliti Santoliquido (piano); 
Quartetto di Roma. Deutsche Grammo- 
phon 18529, $5.98, or Stereo 138 014, 
$6.98. 

CHOPIN: Four Ballades; Prélude No. 26; 
Prélude No. 25, Op. 45; Berceuse, Op. 
57; Fou Ts’ong (piano). Westminster 
XWN-18956, $4.98, or Stereo WST- 


14137, $5.98. 
(Ballades) 
) OS EE eee Vic. LM/LSC-2370 


CHOPIN: Piano Concerto No. 1 in E 
minor, Op. 11; Guiomar Novaes (piano); 
Bamberg Symphony Orchestra con- 
ducted by Jonel Perlea. Vox PL-10,710 
or Stereo STPL-510,710, $4.98. 

CHOPIN: Polonaise No. 5 in F sharp 
minor, Op. 44; Mazurka No. 32 in C 
sharp minor, Op. 50, No. 3; Impromptu 
No. 3 inG flat, Op. 51; Nocturne No. 13 
in C minor, Op. 48; Maurizio Pollini 
(piano). Sonata No. 2 in B flat minor, 
Op. 35; Michel Block (piano) DGG 
19218, $5.98, or Stereo 136 218, $6.98. 


CHOPIN: Polonaise-Fantaisie No. 7 in A 
flat, Op. 61; Mazurka No. 22 inG sharp 
minor, Op. 33, No. 1; Scherzo No. 4inE, 
Op. 54; Etude No. 4in A minor, Op. 25; 
Irina Zarickaja (piano). Nocturne No. 
12 in G, Op. 37, No.2; Mazurka No. 36 
in A minor, Op. 59, No. 1; Mazurka No. 
49 in F minor, Op. 68, No. 4; Six Pré- 
ludes—No. 2in A minor, No. 8 in F sharp 
minor, No. 13 in F sharp, No. 3inG, No. 
20 in C minor, No. 14 in E flat minor; 
Tania Achot-Haroutounian (piano). 
Deutche Grammophon 19219, $5.98, or 
Stereo 136 219, $6.98. 

CHOPIN: 24 Préludes, Op. 28; Leonard 
Pennario (piano). Capitol Stereo SP- 
8561, $5.98. 


CHOPIN: Scherzo in C sharp minor, Op. 
39; Impromptu in F sharp, Op. 36; 
Ballade in A flat, Op. 47; Polonaise in 
A flat, Op. 53; Fantaisie in F minor, 
Op. 49; Abram Chasins (piano). Kapp 
Records KLC-9063, $4.98, or Stereo 
KC-9063-S, $5.98. 

CHOPIN: Sonata No. 2 in B flat minor, 
Op. 35; Sonata No. 3 in B minor, Op. 58; 
Artur Rubinstein (piano). RCA Victor 
Soria Series LD-2554, $5.98, or Stereo 
LDS-2554, $6.98. 


DEBUSSY:  Reflets 


Joveuse; Danseuses de 


leau; L’lle 
Delphes; La 


dans 


Sérénade Interrompue; La Cathédrule 
Engloutie; La Danse de Puck; Minsirels; 
Deux Arabesques Nos. 1 and 2; La Plus 
que Lente; La Puerta del Vino; Général 
Lavine; Feux d’Artifice; Clair de Lune; 
Philippe Entremont (piano). Columbia 
ML-5614, $4.98, or Stereo MS-6214, 
$5.98. 

FAURE: Eight Piéces Bréves, Op. 84; Nine 
Préludes, Op. 103; Five Impromptus; 
Valse Caprice No. 1 in A, Op. 30; Bar- 
carolles Nos. 3 inG flat, Op. 42, and 9 in 
A minor, Op. 101; Nocturne No. 3 in A 
flat, Op. 33, No. 3; Grant Johannesen 
(piano). Golden Crest set CR-4030, 
four sides. $9.98. 





GRIEG: Concerto in A minor, Op. 16; 
“Peer Gynt" Suite No. 1, Op. 46; Ballad, 
Op. 24; Percy Grainger (piano). (Tran- 
scribed from Duo-Art Rolls). Dis- 
tinguished Recordings DR-108, $4.98 
(mono only), 


LISZT: Mazeppa; Hungarian Fantasia 
for Piano and Orchestra; Hungarian 
Rhapsodies Nos. 4 and 5; Shura 
Cherkassky (piano); Berlin Philhar- 
monic Orchestra conducted by Herbert 
von Karajan. 
Gesellschaft 
$6.98. 

MOZART: Piano Concerto No. 21 in C, 
K. 467; Dinu Lipatti (piano) with 
Lucerne Festival Orchestra conducted 
by Herbert von Karajan. ENESCO: 
Sonata No. 3 in D, Op. 24; Dinu Li- 
patti. Angel 35931, $4.98. 


Deutsche Grammophon 
Stereo SLPM-138 692, 


MOZART: Piano Concerto No. 25 in C, 
K. 503; Piano Concerto No. 27 in B 
Flat, K. 595; Fou Ts’ong (piano); 
Vienna State Opera Orchestra con- 
ducted by Victor Desarzens. West- 
minster XWN-18955, $4.98. Stereo 
WST-14136, $5.98. 

(K. 595) 

Backhaus, Béhm...... London CM-9140/CS-6141 

Schnabel, Barbirolli............./ Angel COLH-67 

Serkin, Schneider...........:. Columbia ML-5013 


SCHUMANN: Carnaval; 


BEETHOVEN: 


BEETHOVEN: Sonata 


RACHMANINOFF: Piano Concerto No. 


3 in D minor, Op. 30; Byron Janis 
(piano); London Symphony Orchestra 
conducted by Antal Dorati. 
Stereo SR-90283, $5.98 


Mercury 


RAMEAU: Le Rappel des oiseaux (P, 6); 


Musette en rondeau (P, 10); Les Sau- 
vages (II, 14); La Poule (II, 12); 
L’Enharmonique (II, 15); L’Egyptienne 
(II, 16); Les Niais de Sologne, avec 2 
doubles (P, 14); Les Cyclopes (P, 22); 
Les Trois mains (II, 4); Tambourin 
(P, 11); Gavotte in A minor, avec 6 
doubles (II, 7); Prelude in A minor 
(7, 1); Les Tourbillons (P, 11); La 
Villageoise (P, J2); Anton Heiller 
(harpsichord). Vanguard/Bach Guild 
BG-614, $4.98 (mono only). 


Piero Weiss 
(piano). Europadischer Phonoklub 3231 
(10). Information on this and other 
releases in the same series may be ob- 
tained by writing to the Europdischer 
Phonoklub at Silberburgstrasse 150, 
Stuttgart W., Germany. 


Keyboard Miscellany 


J.C. BACH: Harpsichord Concerti in D 


and G; C. P. E. BACH: Harpsichord 
Concerto in D minor; Frtiz Neumeyer 
(harpsichord); The Wiener Solisten 
conducted by Wilfried Béttscher. Van- 
guard/Bach Guild BG-616, $4.98, or 
Stereo BGS-5040, $5.95. 


Piano Concerto No. 3 in 
C minor, Op. 37; MOZART: Rondos 
for Piano and Orchestra in D, K. 382, 
and in A, K. 386; Annie Fischer (piano) 
with the Bavarian State Orchestra con- 
Deutsche 
$5.98, or 


ducted by Ferenc Fricsay. 
Grammophon LPM-18607, 
Stereo SLPM-138087, $6.98. 
in C, Op. 53 
(‘‘Waldstein”); SCHUMANN: Arab- 
esque, Op. 18; Nocturne, Op. 23, No. 4; 
Romance in F sharp, Op. 28, No. 2; 
“The Prophet Bird’, Op. 82, No. 7; 
Guiomar Novaes (piano). Vox PL- 
11,990 or Stereo STPL-511,990, $4.98. 
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Definitive Publications 
in the Art and Practice 
of CREATIVE JAZZ 


by JOHN MEHEGAN 








THE JAZZ PIANIST . :...; 


Three fascinating volumes for young or adult pianists of secondary 

level who enjoy jazz and who would like to play familiar jazz idioms. 

Books 1 and 2 explore the basic tools of jazz harmony as well as 

many idioms particular to jazz. Book 3 contains studies dedicated to 

and derived from many of the world’s outstanding jazz pianists. 
Price $2.00 each 


%*% Send for Free Jazz Pianist thematic brochure * 


NEW! 


STUDIES IN JAZZ HARMONY 


A series of studies dealing exclusively with the harmonic materials 
of a typical jazz performance. Serves a pressing need for pupils 
and teachers alike. 





Price $2.50 
TOUCH AND RHYTHM TECHNIQUES FOR THE JAZZ PIANIST 


A study of various jazz elements that will aid the student in 
transforming his level of classical training to the demands of an 
authentic jazz performance. 

Price $2.50 











The first and only complete guide 


JAZZ IMPROVISATION |g seo: 


The first and only set of books to codify and delineate jazz improvisa- 
tion. Adapted to all jazz styles, these volumes include figured basses 
and instructions for improvising most of the jazz favorites of all eras. 


Book 1—Tonal and Rhythmic Book 2—Rhythm Techniques and 
Principles $15.00 the Improvised Line 
(Ready Jan. ’62) 
Book 3—Styles, Part | Book 4—Styles, Part 2 


(In Preparation — Ready Soon) 





SAM FOX Publishing Company, 


INCORPORATED 
11 West 60th Street e New York 23, N. Y. 
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BEETHOVEN: Sonata No. 16 in G, Op. 
31, No. 1; SCHUBERT: Sonata in A 
Op. 120; Dimitri Bashkirov (piano), 
MK-1564, $5.98 (Artia import). 


(Beethoven) 
MPMI Foie cule coie seen anes London LL-951 


CDEBEDED CD CD COED DDD 


HINDEMITH: Sonata No. 3 for Piano 
(1936); BARBER: Four Excursions, 
Op. 20; MARTIN: Prelude No. 7; 
André Previn. Columbia MS-6239, 
$5 98. 


LISZT: Hungarian Rhapsody No. 14; 
FRIEDMAN: Elle Danse, Op. 10, No. 
5; STRAUSS: Blue Danube Waltzes, 
Op. 314; BACH-TAUSIG: Toccata 
and Fugue in D minor; CHOPIN: Noc- 
turne inG minor, Op. 37, No. 1; SCHU- 
BERT: Marche Héroique, Op. 40, 
No. 3; Ignaz Friedman (piano). Dis- 
tinguished Recordings DR-110, $4.98. 


MUSSORGSKY: Pictures at an Exhibi- 
tion; RAVEL: Jeux d'eau; Alborada 
del gracioso; La vallée des loches; 
Rudolf Firkusny (piano). Deutsche 
Grammophon LPM-18679, $5.98, (Im- 
port) or Stereo SLPM-138679, $6.98. 

MENOTTI: Piano Concerto \in F); 
COPLAND: Piano Concerto; Earl 
Wild (piano) with the Symphony of the 
Air conducted by Jorge Mester (in 
the Menotti) and Aaron Copland (in 
the Copland). Vanguard VRS-1070, 
$4.98, or Stereo VSD-2094, $5.95. 


RAVEL: Concerto in D for the Left Hand; 
PROKOFIEFF: Concerto No. 3 in C; 
John Browning (piano) with the Phil- 
harmonia Orchestra conducted by Erich 
Leinsdorf. Capitol Stereo SP-8545, 
$5.98. 

STRAVINSKY: Serenade in A; Sonata 
for Piano (1924); SCHONBERG: Two 
Piano Pieces, Op. 33a and Op. 33b; Suite 
for Piano, Op. 25. Charles Rosen 
(piano). Epic LC-3792, $4.98, or Stereo 
BC-1140, $5.98. 

TCHAIKOVSKY: Festival Overture, 
“1812”, Op. 40; BEETHOVEN: Min- 
uet inG; WEBER: “Oberon’’ Overture; 
LISZT: Hungarian Rhapsody No. 8; 
SCHUMANN; Traumerei, Op. 15, No. 
7; RUBINSTEIN: Melody in F; 
STRAUSS - SCHULZE - EVLER: 
Concert Arabesque on “Blue Danube” 
Waltzes; Ethel Leginska (piano). Dis- 
tinguished Recordings DR-109, $4.98. 
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OUTSTANDING CuRRENT Books 








SSS OL OO Ie 


St Martin's, set $37.50 


LIFE AND LISZT. Arthur Friedheim. 
Taplinger, $6.00 


ONE HUNDRED YEARS OF MUSIC IN AMERICA. Paul Henry Lang, Ed. 
Schirmer, $6.95 


RUDIMENTS OF MUSIC: A New Approach With Application To The Keyboard 
John Castellini. W. W. Norton, $5.00 


THE NEW BOOK OF MODERN COMPOSERS. David Ewen. 
Knopf, $7.50 


TWENTIETH CENTURY HARMONY. Vincent Persichetti. 
Norton, $5.45 


g 

CHOPIN: an index of his works in chronological order. Maurice J. E. Brown ¥ 

St Martin's Press, $8.00 y 

{ / 
) GROVE'S DICTIONARY OF MUSIC AND MUSICIANS. SUPPLEMENTARY VOLUME ) 
? St Martin's, $15.00 } 
' », 
s INTRODUCTION TO CONTEMPORARY MUSIC. Joseph Machlis. Y 
W. W. Norton, $10.00 v 
LETTERS. LUDWIG VON BEETHOVEN. 3 vols. Emily Anderson, ed. p 


afl 








WILLIAM S. NEWMAN 
Understanding Music 





» = 


a 


Tops For Budding Musicians 





Inspiring biographies with simple piano 
arrangements of popular works of the 
| composers, charmingly illustrated. 





2nd EDITION, REVISED & ENLARGED 


The author of The Pianist’s Prob- 





lems offers you a tested way to 
increase your appreciation of 
every form and style of music — 
sacred and secular, instrumental 
and vocal, solo and ensemble. 
18 photographs, numerous 
tables and charts and almost 
50 music examples iHustrate 
the main points of the text. 


$6.00 at bookstores or from 
HARPER & BROTHERS 
49 E. 33 St., New York 16, N. Y. 


By Opal Wheeler 


ADVENTURES OF RICHARD WAGNER $3.75 
LUDWIG BEETHOVEN AND THE CHIMING TOWER BELLS _ 3.75 
ROBERT SCHUMANN AND MASCOT ZIFF 3.50 
STEPHEN FOSTER AND HIS LITTLE DOG TRAY 3.75 
THE STORY OF PETER TSCHAIKOWSKY: PART. I 3.50 


PETER TSCHAIKOWSKY AND THE NUTCRACKER BALLET 3.50 
By Opal Wheeler & Sybil Deucher 

FRANZ SCHUBERT AND HIS MERRY FRIENDS $3. 50 

JOSEPH HAYDN: THE MERRY LITTLE PEASANT 3.75, 

MOZART THE WONDER BOY 3.50 

SEBASTIAN BACH: THE BOY FROM THURINGIA 3.50 


Write for Complete List 








E. P. DUTTON & co., INC. 


PUBLISHERS SINCE i852 
300 Park Ave.South, New York 10, N. Y. 











DSDDDD DDD DDS DDD DD DDD DDPLPDPLPDPDSPSDDS>DD>>DDP>>PD>P>D>D>P7F 


AMERICA'S MUSIC; from the Pilgrims to the present. Gilbert Chase 
McGraw-Hill, $10.00 

BACH'S ORNAMENTS. Walter Emery 
Novello (H. W. Gray, agent), $4.50 

CONTEMPORARY TONE STRUCTURES. Alan Forte 
Bureau of Publ., Teachers College, New York 27, N.Y. $3.75 

EDITIONS & MUSICIANS. Walter Emery 
Novello, $2.75 

HOW TO IMPROVISE PIANO ACCOMPANIMENTS. J. Raymond Tobin 
Oxford, $2.00 

INDISPENSABLES OF PIANO PLAYING. Abby Whiteside. 2nd ed. 1961 
Coleman-Ross, $4.00 


INTERPRETATION FOR THE PIANO STUDENT. Joan Last 
Oxford, $2.90 


LLC LLLLLLLELLEYJ\ 


a 
So 


W 
MODERN TECHNIQUE OF THE PEDAL. K. U. Schnabel 
Mills Music Co., $1.00 
MUSIC FOR THE PIANO. James Friskin and Irwin Freundlich 
Holt, Rinehart and Winston, $5.00 
ON TEACHING THE PIANO. Hetty Bolton 
Novello, $3.25 
ORIENTATION FOR INTERPRETING MOZART'S PIANO SONATAS. 
Thomas Richner Bureau of Publ., Teachers College, $3.25 


PIANO FOR CLASSROOM MUSIC. Robert L. Pace 
Prentice-Hall, $3.95 


PRACTISING THE PIANO. Frank Merrick 
Denman & Farrell, Inc. , $5.95 


W 
SUCCESS IN PIANO TEACHING. Julia Broughton 
Vantage Press, $2.95 
THE PIANISTS PROBLEMS (rev. ed.) William S. Newman 
Harper, $3.00 
THE RIDDLE OF THE PIANIST'S FINGER. Arnold Schultz 
Carl Fischer, $5.00 
THE SPLENDOR OF MUSIC. Angela Diller 
Schirmer, $4.75 
THE YOUNG PIANIST. Joan Last 
Oxford, $3.40 
UNDERSTANDING MUSIC (2d rev. ed.) William S. Newman 
Harper, $6.00 
WORDS ON MUSIC. Ernst Bacon 
Syracuse University Press, $4.00 
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Piano Teachers Bookshelf 
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